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“ How would Marcel Proust have existed now, in this pressurised world dominated by the work ethic? It 
would be like finding an orchid in the desert. Fashion isn’t my first love, it’s a means to an end - what I’d 
like is a salon where real ideas were aired once more” 

VIVIENNE WESTWOOD 
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“and a third, which may be a hybrid of the two ... If the orchid here is a new species, maybe we should 
be calling it Glasgow’s helleborine. What’s exciting is that it looks as if what we have here is evolution 
brought about by a new type of habitat.” 

JIM DICKSON 
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MASQUE 


E A BARTLEY 

against architexture: the writings of George Bataille by D. Hollier A.1.1 

Armed with only didactic memories and a slim volume as my guide, I begin. 

After all what is this myth of the primitive hut? An attempted knowledge, the 
triumph of construction/ conception over inscription/metaphor (the erection over 
the desire). Hegel trapped by his own definitions, ardii/tect - the first skill, 
primary artist/sdentist - architecture: a pure aesthetic with no base intentions (not 
shelter), constructed by Man. But what about the cave paintings? Inscribed, the 
transformation that is representation, the moment of delineation that marks 
forever. The architect: science masked as aesthetic, fear of the unknown is 
controlled, regulated, described, reproduced. The desire of excess suppressed. 

The terror of the unbound text: the denial of uncontrolled architecture, make it fit 
the rules - remove the human (fallible) subjects, make it TEXT (we can read it, 
we know how to read (control)). The constructed edifice of text. Beginning, 
end, controlled. 

Bataille’s writing is familiar to us. It has become dispossessed and woven into our 
discourse. The silences and absences that open up a world beyond text. 

Jouissance, exoess. The death of the subject. The uncontrollable referentiality of 
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language (oh that slippery signifier). Is this really understood? The implications of 
the duality of language - erecting structures to announce (and immortalise) self¬ 
presence, self presenoe denied us entirely through language that moves beyond our 
feeble proclamations, to some other, beyond intention. Now the object of our 
discourse, to be footnoted, referenced, summarised. An analytic concept, a tool 
to deconstruct the world around us (texts, buildings, works of art), and to once 
again construct the edifice. 

But the paradox. The labyrinth with the built-in pyramid. Hegemonic 
architecture that destroys itself. Meaning is uncontrolled, unforeseen relationships 
created, configurations of ‘signifiers’ that inscribe that which is absent. 

Bataille has a strange effect. I always assumed it was just stylistic posturing. To 
read this book, you must forget how to read, foiget what a text should be. This 
is not fiction, but it is not the pieoe of academic writing expected. Three-quarters 
through the book, I was still thinking, but wait, what did Bataille say? At other 
times I was appreciating the historic dialogue and engagements Bataille was 
involved in, but still looking for summaries of his books, By the end I 
understood. An exposition of George Bataille’s work would not explain his 
writing. Just as ‘deconstruction’ of anything that follows the dialectic (Hegelian) 
of thesis, antithesis, synthesis (a formula so engrained most of us are unaware of 
using it) is simply the construction of another edifice, writing ‘on’ George Bataille 
would simply create boundaries. This book is an exerdse in the act of reading, 
working with, using (not merely explaining) Bataille’s act of writing - writing 
which removes the boundaries, opens up the text and works as an act of reading 
that elidts meaning from the voids that speak to the reader beyond the attempt to 
gain knowledge (control) ‘about’ a topic. This book should be titled “Against 
Fear”. 

A.1.2 lipsticks, doughnuts, and violence 
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Wait a moment - a thought! 

What is this erotica of Bataille’s? What is with the current trendiness of 
psycopaths - eg. David Lynch (TV), American Psycho (novel), Silence of the 
Lambs (movie). Well, yes, they are all American, but never mind, they are just 
as popular over here. These are all examples of a trend portrayed through 
different media; there are also other examples such as the band NWA, Henry: 
Portrait of a Serial Killer, etc, cross media trends. I originally was thinking of 
these in terms of purely post-modern phenomena (not denying that, but what 
else?), but another obvious link is the portrayal of violence, all presented in 
different ways, using different forms - David Lynch/ Twin Peaks - fantastical land, 
Bob the ghost/alter ego, chameleon, evil spirit, the disruption of triviality; 
American Psycho - disturbed mind below the surface - this boring, mundane, 
trivial world interrupted by his ‘ "fantasies”, removing the boundaries between real 
life and imaginings (safety catch ambiguity at the end), non-identity in the 
exteriority of reality; Silence of the Lambs - gosh, isn’t he charming, seductive, so 
normal - not like that sicko wanna be a woman who’s obviously disturbed anyway 
or that jerkface who obstructs our heroine because of his own perverted delusions, 
okay so Hannibal eats people, but hey he helps justice to catch the bad guy. 

The violence is not the answer but it is the key. Think about de Sade, Lady 
Chatterly’s Lover, Oscar Wilde, Henry Miller, Anais Nin, Bataille, Les 
Liasons Dangereuses: the link between their work is more obvious, it is 
considered erotic literature; breaking the boundaries, writing in detail about what 
was taboo within the confines of daily life. Think erotic in the Bataillean sense: 
excess, jouissance, depense. A performing of intensities, an event that ruptures 
iconography and the symbolic exchange of language - as rupture, the word 1 use iconically, 
tries to perform an elusive capture of the Jorce, the flow, the escapes inside and outside the 
text (Macdonald) and The rupture of the event insists, as in the sensation of hysteria: the 
identity of an already-there and of an always-late excessive presence (Deleuze translated 
and paraphrased in Macdonald). [Eg. Bataille: the mouth -laws of emission of the 
word (the organ of symbolic excretion) (Hollier) ]. 
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It is not what is being written about (as long as it was/is taboo within the 
structure of normal reality), it is in the intellectualising, vocalising (the horizontal 
ideology versus the verticality of Man) about what is taboo / forbidden / the 
animality. The expression/representation is articulate, intelligent, well presented - 
a vehicle of knowledge. Erotic (representation) functions by reducing the 
theoretical distance: breaks free of the boundaries/frames: a transgression of form. 
Attempts at homogenisation, abstraction controlled by the “concept” fleshed out in 
the intimacy (but not controlled), but not because “heterological”, denying the 
“idea” and focusing on materiality (physicality). Depense - unthinking all- 
consuming expenditure: the thought of ripping apart / the ripping apart of 
thought. This intellectualising, recording, vocalising is not scientific description or 
catalogue because erotic grabs the emotion - sidestep the conceptualisations / 
intellectualising that it embarks on. Eludes the animality (but once finished, can 
be offered up for analysis, cold perusion, become part of a discursive awareness). 
The representation of an experience that becomes the experience. 

Definition of Erotica that Hollier gives: no formal criteria for the genre except for 
the treatment of the subject matter: any text...that describes, in more or less crude terms 
[intimate terms of routine daily life], those are of...relations usually passed over in silence 
[in artistic, aesthetic representation]...representation of the human body in states and 

activities that for propriety’s sake are not for everyone’s eyes . they repeat each other, 

being themselves constituted only by the repetition of the episode that does not occasion an 
infinite set of combinations. However, set apart, like de Sade, or Les Liaisons 
Dangereuses, by the gloss of concept a paradoxical, pedigogical depiction of vice. 

Since in most levels of our society sex is no longer titillating [a piano leg is not 
seen as rampant sensuality], shocking, or taboo (it has been presented, 
represented, and publicised), we need a new arena: excessive, unmotivated (not as 
bad guy trying to achieve his evil ends or the good guy responding to get the bad 
guy) violence. Literature, and now film, seems to be the agency our culture 
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depends on to determine the relations between knowledge and the animality of 
ourselves, be it sexuality or violence. Yet the transgression / transposition 
between identity/identity:subjectivity/identity/objectivity that occurs is what 
determines erotic, not an analysis - an experience / performance. 



First stream: Foucault’s study of the creation of sexuality through discourse, the 
creation also of the taboo by giving a definition. Sexual subject/identity invented 
by scientific/institutional exploration, the boundaries/limits of sexuality created 
through institutional discourse. Second stream: the creation of sexuality by the 
deliberate transgression / trespass through discursive knowledge. It is the 
sexuality (behaviour) of the ‘other’, sexuality (behaviour) that is not ‘normal’ (as 
defined); always distanced, always someone else. Move the boundaries trespassed 
(must recognise the boundaries before trespassing), then recursively transformed. 
The “double hermeneutic” creates the boundaries, these are transformed / 
transgressed then analysed objectively by science again. 

So, the creation of the psychopath, a definition of normal that contains violence as 
the only deviation from an otherwise “healthy” subject - psycopaths are not 
motivated by acceptable motives such as morality, defence, protection (not 
response of “good”) or by immorality or behavioural or emotional instability (not 
response instantaneously recognisable as evil or sick that the violence is just an 
extension of). Now the exploration through representation emerges: the erotic 
genre of psychopathic violence; the exploration of abnormality, the silences ... but 
of course there is the distance, things that don’t occur in reality (well, my own 
personal reality, obviously happens somewhere else or there would not be the 
polioe reports) and everyone knows this behaviour is Wrong [and so was female 
sexuality, lesbianism, homosexuality, anal sex, non-ditoral orgasm]. Erotic genre 
fleshes out, adds the detail, lets us explore in intimate detail the dirty 
(unacceptable, exoremental) in fascinating, mesmerising detail. Adds the level of 
interest / emotion that is absent from scientific discourse. The erotic emphasis is 
on normality, detailed triviality with only one minor deviation of behaviour (sex / 
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violence). The abnormality only resides in one detail of otherwise boy/girl next 
door personality that you feel you recognise immediately, know so well. Erotic 
presents killing / sexual acts as not a manifestation of deviancy, illness; presented 
as the only disruption of the boundaries with no explanatory crutch. Erotica is 
not pornographic because of this treatment of character (pornography is the denial 
of humanity by the exaggeration of character into caricature.) 

A.1.3 return 

Has this been a successful exercise against architecture, or am I just reconfiguring 
the edifice? Is the paradox actually possible, can our constructions really move 
beyond indoctrinated formations? The answer is not as important as the question. 
Bataille’s contribution is the framing, the attempt to excess within a restricted 
form. The published text, the public architecture will always be bound by the 
echoes of its own intentional referentiality: the institution that solicits, the 
hegemony that requires housing. The architect that traces form through 
Christopher Wren, through the public basilica, through the Greek temple is 
complidt. As is the editor that refuses to recognise a non-Hegelian construction 
as capable of containing quality. Bataille recognised that the Authority was a part 
trapped within the whole, just a strand, a path: the pyramid in the labyrinth. The 
focal point is precisely bounded; by virtue of its attempted tightness, by the 
elimination of ambiguity it actually disperses prismatically. The labyrinth has no 
beginning or end, it wraps around itself losing itself in the potentialities; the 
pyramid only has one path, which once you reach the end you must leave. 

28th October 1991 
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28TH OCTOBER 
1991: 

TRANSACTIONS 
II (SUPPLEMENT) 


¥ - Do you not think that to conceive of eroticism and psychopathy as a 
single aberration among a range of human activities reinforces the whole 
idea of boundaries, in that you are crossing only one boundary? 

°o - Yes... but that is why these forms (the erotic and the psychopathic) 
get categorised so easily, they are acceptable because they are crossing 
just one boundary; they define other boundaries at the same time. I 
found that this is a difficulty with Bataille’s works. Bataille, who was 
discussing erotica etc. , who tried to break free of the text, could not 
break free of the text because he was working within published texts. 

Q Are you basically saying that if you want to contradict something, as 
soon as you verbalise it you are reinforcing it? 

oo - No... but that is a problem with Bataille. When he was publishing 
he wrote one story that he had to publish in two pieces, one as an 
academic text and one as an erotic text, though it was actually a 
coherent whole.« However you have to work within certain forms - as in 
architecture where you have to design in accordance with certain criteria 
and traditions, or kow-tow to your client and his money or your not 
going to get built - and these dictate your writing. The minute you try 
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breaking the boundaries you come up against traditional aspects, ...it 
must fit into this category or that category..., when you should go for 
the erotic. 

¥ - In many areas of life erotica is now acceptable. How do you go 

beyond erotica? What is the next boundary to transgress? 

~ - Maybe the answer to that is a different question which would ask 
not what does this erotic text in Bataille mean but what effect does it 
have and how does it work? How does it work in the restricted 
architectural economy which is being talked about? 

00 - Yes... Bataille when he wrote was not accepted. Yet after an 
indeterminate amount of time Bataille, and writers like him, can 
suddenly become part of our discourse... Bataille did not break through 
in any serious manner at his time but he was asking the questions and 
pushing the boundaries. This is what we should be doing... 

~ - You can never escape the edifice. You have to realise that you can 
play games within the edifice and that there is no point in trying to 
destroy the edifice because that is the game it wants you to play. And 
that is the game you will not play if you have a more seductive strategy 
which is involved in trying to resurrect the materiality in writing. 

00 - Make your architecture sexy and appealing 

0 - But how does that encode human behaviour? What is the practice 
of architecture? 

00 - It is not denying the emotional aspect in humans. 

¥ - But what about when you don’t know the role of the human, as in 
prehistoric architecture? 

00 Yes but that is the joy of the paradox. We can 
construct our pyramid but we are still caught within the 
labyrinth. For example, you can construct a cathedral 
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and in two hundred years time it could be a disco. There is no way that 
such an intention can be known. There is an appropriation of forms 
into whatever is necessitated at the time... 

• - What worries me is the implicit uniformity that is creeping in here. 
You appear to be saying that all architecture should be of a certain kind, 
suggesting that its value lies in its eroticism and this may be important. 
But little old me in the comer 1 walk through the world in a veil of 
tears, and 1 see nothing but suffering, and pain and anguish. And 1 
decide that, therefore human chastity is an excellence. Now, people like 
me don’t have much of a say in this society because we are going to be 
alienated from the buildings that are our context. 

oo - 1 don’t believe in a universal architecture. 

• - The point can be put in a more serious way. If our sexuality is very 
individual, everybody's sexuality is in some sense different from ‘the 
norm* and that is great, keep sexuality as free as possible for each 
individual. But do you want architecture to tell people that they’re 
different individuals? 

oo - Yes. 

• - Well, 1 think this is exactly the way capitalist architecture works; it 
is an architecture that reinforces the fragmenting ideologies of capitalism. 

oo - But by reinforcing individuality do you have to create a fragmented 
society? 

• - What is going to gather people into some sort of solidarity if 
architecture is what makes them different. 

• - Are you suggesting that there is the possibility of realising a 
community that will create this genuine solidarity? It sounds very 
utopian to me. 

• - I’m not giving any answers. 


28TH OCTOBER 
1991 
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C2- But the only things that we all have in common is that we are bom, 
we’re all different and we all die; if you’re going to produce architecture 
that tries to respond to people then that is your starting point. If, for 
example you know that the building is going to be for a particular 
function then you can produce a building that is going to respond purely 
to that audience; only certain people need to respond to it so it can be 
more specific. If it is a public building which has to relate to ‘the 
public*, then what is your responsibility as an architect? Do you want to 
project an image of domination and state power or do you want to make 
a receptive place, an open place, that gives the individual the feeling that 
s/he still has a part in life. 

# - Is architecture determined by the state? 

^ - It is at the moment. If you take a gross example; this century has 
witnessed a major change around domestic space in Britain in that you 
have a move to home ownership , and in the last century and a quarter 
there has been a move to the garden suburb. These are things that, at 
least in these forms, didn’t exist before. On what is their existence 
based? Typically it is based on legislation, the way money is understood, 
the changes in transport systems, the changing structure of labour and 
so on, which are all superstructural apparatuses that pertain to state 
control. 
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THE 

IDEOGRAPHY OF 
THE EYE AND 
THE BODY 

(EXTRACTS) 

architecture and subjectivity 

A work of architecture cannot be extricated from the economy and 
technique of human subjectivity. The object of architecture, the 
building, can only be understood as a part of a wider performative 
structure, in which the human subject is both constructed and reflexed. 
Architecture, like any artifactual endeavour and its associated artform, is 
an integral part of the processes of culture and individuation, and cannot 
be thought of as apart from them. 

The difficulty of articulating knowledge of architecture lies in the 
constant turning aside from understanding the profound effects which 
architecture exercises in circumscribing, delineating and otherwise 
forming the material conditions of human subjectivity. A strong reading 

of Walter Benjamin’s remark that architecture is consummated only by a 

•m 

collectivity in a state of distraction suggests that possibly such knowledge can 
never be had. Yet it is the cruel fate of an artform when in the grip of 
a profession, the university and the necessity for the legitimation of 
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capital expenditure to run the risk of undoing itself under the burden of 
publicly available and acessable explanation. 

Given the agony induced by such a demand for an impossible knowledge, 
the attitude of the contemporary architect has become polarised with 
respect to the pertinence of the human subject in the extended 
performance of the architectural gesture. A concern for the human 
subject in the making of architecture is either embraced fully and 
uncritically or else is rejected outright. 


It is my premise that, for a while, contemporary architecture must not 
accept such polarised positions. Instead, we must seek less absolutist 
formulations in which the craft of architecture may move with more 
subtlety and not a little irony. We may do this by articulating with ever 
greater care and reflexion the specific relations that a building must 
strike - artifactual, human, contextual - its relations with prior buildings, 
with persons, and finally with the accumulations of building around it, 
that is with the city or the landscapes. 

A.3.2 buildings, bodies and cities 

All works of architecture must involve three relationships which, when 
taken together, form a complete description of how a building must 
construct its meanings. Each building will be experienced in relation to 
the memory and influence of past forms of building, to a human subject, 
and to the patterns of urban or landscape morphology in which it is 
situated. 

The building, as a work of architecture, must construct each relationship 
as an artistic relation between and through things. Thus a specific work 
of architecture may be accounted for by tracing and understanding the 
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relations which it strikes with (other) buildings, with human bodies, and 
with cities. In this way the objects of architecture, buildings, become 
something other than the ‘mere real things', and so must be construed as 
cultural artifacts. That is, a work of architecture must be considered as 
axijf^lay of signification in the world. It makes and re-makes the world 
ey(H*:as it draws from it the necessity for its architectural being. 

A work of architecture is constructed therefore as a set of relationships 
between buildings and other previously existing buildings, between 
buildings and persons, and finally between buildings and arrays or 
agglomerations of buildings which we call dties or landscapes. A work 
of architecture must strike individual relations with buildings, bodies and 
cities. 

None of these relations is or can be stable over time. Each contains 
irresoluble dialectics. The fundamental conditions of each relationship 
will shift over time so that knowledge of each must be continually re¬ 
worked anew by each generation. The actions of each generation in turn 
produce new architectural conditions for those architects coming after 
them.Thus architecture is impelled forward and back, this way and that, 
throughout all human history. 


For example, consider the relation between buildings and persons. A 
person feels or understands a building in an uneasy alternation between 
the projections of the eye (e.g. perspective or cubism, or the new 
projections of photography and the cinema) and the scaled sensations of 
the body (sensations which are much less understood and which fail to be 
articulated in contemporary artforms other than dance or performance 
art). Since sight is influenced by the way we identify and represent 
things, “the way we see” alters over time with changes in the techniques 
and referents of words and pictures, of the conjoint operations of 
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nomination and representation. Similarly, the way we feel and represent 

our bodies is also inconstant, the change driven, in part, by the history 

of fashion and morality. And yet, throughout the flux of time, certain 
profound metaphors of sight and body persist. For example, the 
relationship of light, ideation, and intelligence in the construction of 
knowledge, ‘the mind’s eye‘; or again, the significance of objective form 
treated by the bodily metaphor of the incorporation or the embodiment 
of meaning. Thus the problem of understanding a relationship such as 
that between architecture and persons, between buildings and bodies, is 
that of finding an edge or a moment in the cultural processes of change 

and consolidation alike. 

1 One might cartoon the history 

of all forms as they move from birth 

to death in a culture as a 

movement from archetype to type to 

stereotype. 

Or consider the relationship between buildings and other, previously 
existing buildings. Architectural meaning, we know, cannot be assured 
by the simple repetition of form. The ‘same* will possess different 
meanings when used in different compositions and settings. And yet 
certain forms become powerful and compelling precisely because they 
reconstruct human experience in a significant way. Such forms exert an 

influence which almost compels their repetition. (1) 

Thus there is introduced into culture an unstable relation between the 

inconstancy of meaning in architectural form and the ‘anxiety of 
influence* in the repetition of ‘strong* forms past. Again there appears 
the problem of finding the edge between change and consolidation. 

1/1 WINTER 1991-92 

Finally the relation between the building and city is similarly unstable. 
There is always a relation between the building as an individual work of 

architecture and the spatial culture of city or landscape in which it is set. 

The history of architecture and building and the inscriptions of 

architecture cumulate one on the other, each city or landscape generates 
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itself as a particular agglomeration and repository of forms, acquiring a 
distinct and individual culture. The artifact of the city itself acquires a 
strong presence, apparently commanding obedience to a culture of forms 
more generalised than that of the individual building. Still, the individual 
building does not exist solely in obedience to the dictates of urban form. 
Yet neither is it merely heresy or deviation. Instead the form of the 
individual building, while drawn from and indeed perpetuating the 
morphology of the city, will subtly influence it anew from within the 
borders of its own site. Obliquely, architecture and the city become 
father and child of each other. 

A work of architecture is therefore a building which is constructed as an 
object, both mediating and mediated, in the web of these three relations 
(the relations to bodies, buildings and dties). As architecture it finally 
carries meaning only in the medium of building. (2) 

the ideography of eye and body; prospecting for architectural 
method 

Methodologically, in the face of such unfathomable complexity, the 
architect must proceed by way of an intellectual and practical finesse. 
To this end 1 wish to explore an architectural method as just one such 
finesse. In doing so, however, I do not wish to be seen as discounting 
the myriad other ways in which the task of architecture may be 
undertaken. Nevertheless, the following procedures are declaratively my 
own chosen passions and interests as regards the production and 
understanding of architecture. 

vt 

In seeking a finesse of the fact that in a cultural enterprise such as 
architecture everything seems to be inextricably related to everything 
else, the architect may proceed by fore - grounding just one of the three 
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2. Note that the architect as 
.. .author... need not be self- 
conscious about any of the 
building’s relations here described. 
S/he may proceed either solely by 
intuition or by explicit deliberation. 
The state of the architect’s self- 
consciousness will effect neither the 
existence of each relation, nor 
necessarily determine its quality. 
Conscious intention is not the issue. 
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3. My own sense is that a work 
is finished at a point <f exhaustion. 
One might say that the art of 
architecture is in the paradoxical 
manner (both “hands on * and 
“hands off) in which residual 
influences find their way into the 
formation of a building as 
architecture. 
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relations that architecture must strike; relations between architecture and 
buildings, between architecture and persons, and between architecture 
and cities. 


Thus, in my own chosen interest, the work of architecture may be 
produced by the explicit treatment of only the first of these relations, 
the relation of building and person. In order to achieve the objecthood 
of architecture (sachlicheit, neue or otherwise) the relation between 
building and person must be (re)-constructed as a relation between 
things, or rather between artifacts. That is, the objecthood of 
architecture must be understood as a relation between building and the 
structure of human being, between the object of the building and its 
reception in the eye and through the body. 

In this procedure the relation of buildings to prior canonical buildings 
and the culture of other buildings in the city can be considered only 
secondarily, and the effects of their re-working must therefore become 
implicit in the resultant work. 


A work of architecture will always function in, and so the architect must 
ultimately always attend to, all of its situations and effects. The architect 
cannot responsibly leave the matter half finished. But in a practical 
sense, given the endless cultural complexity of the task of architecture, 
the architect cannot actually do anything else. Paradoxically s/he must 
leave a work half finished in order to get it done! Necessarily this will 
allow secondary and thus residual influences to work their effects from 
their consequent state of inoompletion.(3) 


The subject matter to be handled more indirectly, in a manner ! have 
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called secondary, must return to haunt the more explicit and considered 
aspects of the work. History, (the weight of architectural tradition), and 
the city,(the influence and morality if you like, of other co-existing 
buildings), must expel their breath into every comer and crevice of the 
architectural object as it is intended through the descriptions and 
projections of the human being, the relation between building and 
person. 


The focus of direct attention may indeed fall on the relation of building 
and person, constructed as a relation between building and body and eye. 
That is to say, albeit prospectively, that architectural objects can be 
produced through a reflexive consideration of the structure of their 
(human) reception. 

To this end I find myself working on the two major structures of 
(human) feeling into which the work of architecture plays; the logic of 
the eye and the logic of the body. From the logic of the eye I 
determine the optic of the building; from the logic of the body its 
habitus. (4) 


... art arises where language ends or gives out in exhaustion, in paradox. 

More technically, I seek a formulation of both the logic of the eye 
(optic) and the logic of the body (habitus), and ultimately a working 
relation of these concepts to the scene of their representation. 

In the Occident the logic of the eye, the optic, has always been 
construed as a disembodied projection. Whether one considers the 
various perspectives of the ancient Greeks, mediaeval representations, the 
analytic perspective of the modem period since the Renaissance, or even 


4 By habitus is meant the 
objective definition of the building 
not as it pertains to being seen but 
as it pertains to being moved 
through and around. 1 doubt that 
the two descriptions of a thing, 
optical and haptic can ever be made 
coherent. For the term habitus I 
am indebted to Richard Sennctt, 
who uses it in his forthcoming 
book. The Conscience of the 
Eye, New York, Knopf. (1990). 
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5 The issue of how ‘pictures’ 

may work in the fixing of an 
ontology is indeed a complex one. 

The picture may serve in an 
hierarchical relay of signs from 
word to image to thing in order to 
identfy ‘what we are 
talking about’, (see, for example, 
the description of the imagination 
given in G W F Hegel, 
Encyclopedia: Philosophy of 
Mind, Offord, Clarendon Press, 
(1971), Section 4SS et seq. pp 
207-213) or, more subtly, the 
picture may, as in Wittgenstein's 
(celebrated but later rejected) 
picture theory of sentences fix the 
sense of a proposition by being a 
picture of the state of affairs which 
generates the grammar of the 
proposition as the grammatical 
picture which secures the sense of 
the sentence. (See L Wittgenstein, 
Tractatus Logico- 
Phil os ophic us, translated by C K 
Ogden, London, Routledge, (1922), 
remark (12.033 et seq). 
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the way that ‘we’ read Chinese perspective, the construction of an optic 
in the West has always been such as to allow the human being to take a 
distance from the world and to construct the world as a world that is 
independent of and at a distance from the self. 

Despite the common-sense that seeing is believing, the optics by which 
this may be achieved have a history and a cultural variance. The world 
as such only becomes a world within the specific techniques of 
projection, construction and representation in the eye. More lately, one 
might say that cubism, or the projections of photography or the cinema, 
have brought us to different worlds. Mastering what is meant with 
reference to the making of architecture by the term optic can therefore 
only mean a coming to terms and the finding of a range of play with 
those projective devices by which we construct the world as world. It is 
my intuition that these will necessarily be the pictorial devices by which 
we show the world and its objects to ourselves. I teeter on saying that 
we can only see what we can draw, or indeed that we can only see 
what we have already drawn in the mind’s eye. (S) 

The issue is also raised by Plato in the Philebus: 

Socrates: ‘It seems to me that at such times (during soliloquy) our soul 
is like a book...It appears to me that the conjunction of 
memory with sensations, together with the feelings consequent 
upon memory and sensation, may be said, as it were to write 
words in our souls.’ 

Protarchus:‘That certainly seems to me right, and I approve of the way 
you put it.’ 

Socrates: ‘Then please give your approval of a second artist in our souls 
at such a time.’ 

Protarchus: ‘Who is that?’ 

Socrates: ‘A painter who comes after the writer and paints our souls 
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pictures of the assertions that we make.’ 

Jn contrast the logic of the body with respect to architecture, what 1 
have called the ‘habitus’ of a building, is considerably less well 
understood. In part the reason for this lies in the phenomenal efficacy of 
the eye. The logic of the eye disembodies us from the world which it 
constructs for us. Given the primary role of the metaphors of light and 
architecture in the construction of the human intelligence, it is hardly 
surprising upon reflection (itself an optical term for an operation of the 
intelligence) that we should find the body constrained to a particular and 
difficult cultural logic. 

This is all the more perverse when we consider that the body is the only 
register that we have of our sensations in the world. It is our own ‘on’ 
case” of experience from which we must generalise, as it were. For the 
moment, while acknowledging the extreme cultural danger of the 
thought, I know of no way of understanding the cultural logic of the 
body other that seeing it as hidden within a misprision. (6) 


6 . 1 am acutely aware at this stage 

of the text that 1 am cutting short 
a, if not 'the', crucial discussion of 
my argument. Part of the problem 
is that this article should be a 
book and not an article. But the 
issue runs deeper than this: the line 
of architectural logic is 
inexhaustible, and the ‘distance’ 
between logic and building infinite. 
Thus this text cannot 
complete itself, except on pain 
of becoming a building. 


drawing out architecture: leading it on. 


A.3.4 


Most commonly architecture is produced initially as a representation of 
itself, as a drawing. (7) 

That is, the first life of a building as architecture is achieved by making a 
set of contrasting marks on a piece of paper. Insofar as these marks can 
serve as a scene for working out the optical and bodily logics of the 
building, and further, as these logics become embedded or reflexed in 
the prospective object of the building, then I call these marks an 
ideography. (8) 


7 . Indeed Marx goes so far as to 
say that what distinguishes human 
beings from lbees is that humans 
think bfore they build. 


S If the term ‘ideography’ should 
carry the overtones of the word 
‘ideology’, then so much the better. 
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Critically, I relate an understanding of eye and body to the technique of 
representation in/by which we bring a building into definition. Thus, 
the term logic in relation to the optical and the bodily implies a reflexive 
engagement in the practice of drawing. Thus issues of depiction, 
especially of perspective, must be turned in and on themselves in the 
search for a device that will analogically (re-)construct the optics of the 
building. 

Similarly, but more opaquely, the logic of the body must find its 
analogical construct in the practice of drawing. This will mean paying 
attention to the relation of body and drawing both in the pose of the 
ma(r)ker and the pose of the watcher. 

And then? When logic loses its line, its trace, the building may appear 
to eyes other that those of the logician as architecture. 
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It could also be said that architecture and cooking have an 
apparent affinity with the state, whereas music and drugs have 
differential traits.. (1) 


A.4.1 


/. DELEUZE ^GUATTAKI 
p.410~ 


Architecture is a mode of inscribing affect. Trajectories producing 
marks on a surface. 

Physiques and postures of edifice are abandoned in the pursuance of an 
alterior and supplementary trajectory - this is a writing of describing, 
but not controlling; adjectival or tensorial. The atonal inscribing of an 
archite(x)ture (2), that which refuses the centrifugal stasis of the centre, 
and links phrases of experience together. We cannot escape language, but 
we can make it produce intensities through the tensor. 

Performing a writing of differential trailts. A perpetual interrogation 
of Pyramid through the Labyrinth, a writing through. And the 
writing of such an ardiite(x)ture has an adjectival frequency moving on 
a new surface where semiology is a metaphysics, as space congealed 
gives birth to a metaphysics of depth. Surface as antagonistic. 


2. Inscribing is inside as 
atonality must work inside a tonal 
scale. If you read tonality as the 
demand for translation of a writing 
(Bataille's oeuvre is itself a complex 
network of interrelating disciplines 
that has no centre) then this 
subtextual note should not satisfy 
this demand, but provoke new 
questions on the outside. This is 
an article written in an atonal style 
because it comes in the middle. 
Tonality, translation and 
comphrehension (which can be 
apprehension depending on the 
modal power relations that are 
established in reading) come after. 
So, this Is a pretext, and f 1 can 
induce another voice of a pre- 
reading as a 'gloss’ or attempt at 
a comprehension this writing will 
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be situated inside tonality which 
mil he a covering hut not 
suffocated by this form. Take this 

as a quote that is a supplement 
and does not control: through and 
out of this frame of another voice l 
am svrltlng a performance of 
'thought’(under erasure) and the 
metaphors of this writing, the 
conceptual models 1 am talking 
about usually derive from the body. 

The architectronics of these models 
are insufficient to talk 'of Bataille. 
The methodology is a folding in, 
therefore, with two other texts of 
affect in language and writing, 
which is worked through in a 
supplemental frame of torsional 
pathology. Yet, I do not want to 
pathologise ’the reader’. I want to 
write of ‘Man’ and writing and 
affect which are social, as is the 
body, in a supplemental way 
without reducing their relation to 
any one foundation. I just think/ 
write that conceptual frames that 
have existed to either marginalise or 
centralise Bataille are either 
sublimated into the mind/ or 
reduced explicitly to the eyes or 
implicitly to the sexual organs. 
We think of shapes or that there is 
a hole that we must enter. The 
barriers/ co untours of 
thought/ writing are, however, 
experienced ht ways that cannot be 
reduced to the ocular and/or 


AA1. 

1/1 WINTER 1991-92 


The flux of event and performance is congealed as a foetus in 
a (lingual and spatial) symbiotic womb. 

So, to think of writing we need an abstract machine of torsion, a dis- 
archite(x)ture that is a linking of supplementary phrases, a form that is 
generated through experience and not through the celestial penetration 
of the concept. The fatigue of a suture, a healing, not absolute,through 
heat - one form of matter - energy. (Dialogical surpassing is fated by 
re/constructions). The mark of the question has no provocation nor 
resolution. The question is a question. Thus, ?. A strategics of 
writing. Linking the phrases of Deleuze, Bataille, Lyotard or subsuming 
their experiece to an architect of space not tempered by temporal 
rupture ? The degree of unfolding or overlapping shall animate each 
phrasing. 

Such a diagrammatics of writing offers up new questions: how will this 
affect ? how is producing represented ? what new language will speak ? 
but above all, what configuraton of the digrammatic tensor - supplement 
or implement ? an additional mode of experience, or its attunement to 
the extraction of surplus energy in building the edifying system ? 

Coagulation and Dissipation then. Trajectories of a general economy. 
Force (perspective) touches a surface and follows variagated trajectories. 
Coagulate not to the centre, but to self-regenerating parameters. Chaos. 
Cartography. And some decapitalised desire. The word in this text 
writes to the singularity of some tensor. All movements of energy and 
architectures of affect, progenating the differential trait of but 

refusing enclosure. The edifice of introduction has to give way to the 
seductions of affect in language. 

malforming 
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This writing process will try to affect Deleuze and Lyotard with Bataille. 
This diagrammatic* will seek to invoke torsion, atrophy, mesorchia - a 
series of plateaus on which are drawn variations of overlapping, of 
territory and explicit decoding of the milieu. They are surfaces; Bataille 
an inhering force. Remember the formality of words and meaning. 
Forget absolutely the affect of a suture. A returning trace. 

There is a suture, stitch, fold. A beginning in the middle. The vectors 
of this writing converge at a volatile juncture; this volatility shall not be 
represented, but speak as trajectories of affect in this text. They will 
traverse this juncture, seam or suture, and have proper pathological 
names. Subsisting in the folding, this text follows this line of escape 
where experience is not indistinguishable from thought, the thought of 
experience from the experience of thought. Pereptual slipping into this 
zone of torsion. 

And I supplement another phrase to this; as a Man, I write to desex 
texts, to let the force in. Gender is an erection, a building of self- 
presencing to which it can only capitulate. Logics of capillary evolve to 
invert the writing of the supplement and the affectual name of torsion. 
The tensor.is an affective semiotic mantra. A rephrase ... 

The methodology is a folding in. Coagulating and different speeds in 
intoxicating relation to the dissipaton of energies. Go too far and you 
risk atrophy - absolute coagulation, edifice, and suffocaton of movement. 
Out/with this parameter, the tensor circulates in a muscular frame. 
Frame in apostrohes, and let material force affect semiology. 
Re/phrase: 

... there is usually an underlying congenital malformation. (3) 

Something escapes and cannot be embedded in the quote. But is 
coalesced in informe (4) Such a glossary (of informe), for Bataille, 


penetrative. I feel I would be 
able to write this under the duress 
of a tonal system; as the frame is 
there as soon as your eyes touch the 
page, and has to be there. 
Translation,in-itself, is not 
imposition, but having to direct 
this (processual) wiring to a specific 
imaginal presence (which is 
dissipated through the frame), in 
an end beyond this text, would be. 
My strategy thus declares itself as 
one of not spacing this writing on 
the outside exclusively. 1 feel 

these modalities of power that 
circulate in the writing process and 
write atonally because tils provokes 
a new reading into Bataille and 
new questions which trill not allow 
such a modailty of knowledge to 
power to coagulate in one space - 
‘reader’ or 'author' ; we both 
write and are inside, yet outside. 


3. PUGH p.449/SO 

4. Informe was originally one 
paragraph) entry in the journal, 
established in 1929/30, 
documents . 
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serves to bring things down in the world, and should incorporate a 
slipping in a supplemental way. it is like the visual disintegration of 
video screen which generates new form which mutates or malforms the 
suture be ween syntax and semantics. The scarring and healing tensor. 

5. BATAHLE P .83 

The suture of Bataille is consistent in the mutation of forming man; a 
deforming which heals congenitally. Through this constitution which is 

not one: 

6. DELEUZE HGUATTAR1 

P .329 

Non-linear animals (like the siphonophone, like coral) unite in colonies whose 

elements are cemented together - but .. (S) 

the suture consolidates and is not consolidation the terrestial name for consistency ? 
(6) 

is seamless to the apostrophe, and evades the centrifugal forming of 
societies. Cement architectures and they do not need a big 
foundation. Cement is a sponge of forces; and has eruptions of tension. 

Surfaces are scarred. 

A .4.2 

simulating 

7. ( 'my' emphasis) DELEUZE 

GUATTAR1 p.65 

Self-preserving is a consolidation which is a following or teloic. The 
spontaneous rupture of a tumour (presence-being) simulating torsion. 
The rupture dissipates all energy. No coagulation or form. And 
inevitably, this can only be ephemeral and is reabsorbed by the centre 

which uses such a naieve strategy of writing to elevate itself. Erection is 

a seduction declaring ‘the beyond’, a coming together which follows, but 

never real in the now. Torsion, the diagram of this writing, would 
succumb to a congential focusing (and as a man, I write forming a 

tensorial name), 

precisely that fully erect posture that enables it 'to write’, in other mtds to 
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juage and extract ... (7), to extract a forming which encloses, and 
finitely, a regime of signs. 


e, th&ugh insists, as the counterveil coagulation with a dissipation of 
ility. ‘Constitution’, ‘coalesce’, ‘consolidation’, are tropes that work 
; force, like concrete. (8) 

They retain but not contain energetics, or fluid movements of matter- 
force. Even in writing, erections of societal constitution are 
counteracted by a counterveiling form: 

...as the domination on the part of the centre, of the summit ( this is a rough , 
even difficult schema) (9) 

The supplementative phrase is marked by the architecture of affect. 
Supplement, move to new terrains and surfaces - dissipate and 
coagulate. The centre is the teloic aftermath of rupture. Torsion, the 
name of intensity, can slip into the thought coming after (apprehension), 
and facilitate the erectile movement. 


Bataille’s supplementative caution could cover Lyotard’s thought of the 
tensor. When affect is a finite beyond, a telos, the name of Schreber 
(10) grasps the regions of the libidinal band (decoding surface) or 
rather suddenly lets them exist as pieces of the vast anonymous fanatical erectie 
labyrinth. (11) 

Erection of being above flux and materiality can only be a simulation. 
Lyotard succumbs to an architecture of disease. Consolidation, 
coalescing, concrete comes after and is not a process in the middle of 
inscribing. This is a church of thought. 

mesorchia 


Coalesce, coagulate. Premonitions of intercalation; phrases which will 
folow in the middle. Rhythmn is a becoming. Suture affects the 

ORCHID 


MACDONALD 


8. As Deleuze writes, reinforced) 
concrete has made it possible for 
architecture to free itself from 
arborescent structure, the dialogics 
of trees and binary evolution. 

9. BATA1LLE p.91 


10. Schreber was a patient of 
Freud who believed he was being 
anally penetrated by sun beams in 
order to regenerate human 
evolution. That Freud’s 
conceptual diagnosis is celestial is 
implicit for Lyotard in ‘the tensor' 
essay. 


11. LYOTARD p. 17 



Spermatic cord vein invaded by lymphoma. 
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12. PUGH p .449/50 


13. DELEUZE SlGUATTAR 1 
p.329 


14. BATAHLE p.82/3 

15. in peregrinations (1988) 
he re/ marks that the project of 

economic libidinale (1973) 
(...inscribing the passage of 
intensities directly in the prose itself 
without any mediation at all...) 
was quite naieve and a little 
compulsive LYOTARD 1988 p.12 

16. Surface of overlapping 
membranes whose 'stems’ have 
different sections (phrases) and 
variable intervals depending on the 
in tensi ty(affect) and the direction 
(trajectory of architecture) of the 
force to be tapped. Deleuze could 
be infused by the pathological 
sequence I am suggesting: torsion 

(Deleuze A. Guattarri) - 

atrophy(Bataille) — 
iifarction(Lyotard) DELEUZE A. 

GUATTAR1 p.329 
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membrane as folding. Folding and unfolding - a torsional movement of 
the mesorchia, the plane of variation on which affect acts. Surface acts; 
is acted upon. 

The forming is in the middle where all material picks up speed and 
follows the rhythmn of torsion. 1 am trying to invoke the mesordiium, 
an unduly long mesorchium connecting the testis and epididymis (12) and 
is malformed, connecting surface and substance - the semans or testes 
and surfacial syntax. Torsion knows nothing of form and substrate, and 
is thus impeccably real, impossible and material. 

My body. My language. Relations of speed of folding and unfolding on 
this surface of mesorchia. 

Suture proliferates on this surface and conflates the ‘oblique’/ the 
significant bar of segregation. (s/S). this is a mark of torsion, forming a 
mesorchic expansion of surfaces; its self-supporting surfaces form a complex 
rhythmic personage . (13) 

Energy-force coagulates, as the form of surface, and is marked by 
trajectories of affect. As Bataile writes affect, Being is nowhere . (14) and 
this is a ‘where’, a ‘space’ that is temporally infused and cannot be 
simulated by the tensor. Proper names, indefinitive articles, verbs in 
infinitive, cannot, however much they indiscem, hold the dissociable 
elements of eneigy in any form(al) structure. The ‘disjunctive bar’ that 
Lyotard writes energetically (he later recognises his own edifying.) (15). 
congeals the electron to the centre. 

The direction and degrees of affect are vital in a producing atrophy. 
The torsion of the middle, or of an absolute end (Telos)? The differential 
trait of (x) in forming is at stake. (16) The name Roberte (17) 
designation of wo(man), may be like a 

a disjunctive bar spinning at top speed around some point (18) blit if the 
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;tory of this writing of affect is not cogniscent of a pulling 
ler, motivated to the end, then ‘ipse’, the ‘x’ of a slipping, is 
piquisj^d to a dialogics of power. Being, to the imaginal pyramid. 


le performing is congealed as a foetus in symbilical womb. 

affect is effectual or processual. it does not vanquish the categories 
of the frame by full-frontal assault. This language is enunciated through 
the imago, sensual existence; sound registers intensity and is infused in 
the skin of texts. For there to be such a restricted economy, there 
must be excess - as minor languages subsist in major languages. It is, 
however, the trajectory to atrophy of this excess that animates the 
writing of a torsion. 


The cord, an implementor, and not supplement. Surfaces contracted; 
force reified. This is too far, this look, the vulva, the gloved thumb, an 
intonation (19) as there is always form, 

..there is no being without ‘ipseity’. IVithout ‘ipseity’, a simple element ( an 
electron) encloses nothing (20) The tensor should not travel along, however 
erratically, any segment, but in(form) the line of a suture. 


Inform Bataille/Lyotard/Deleuze. The oblique, bar, is not abstract 
enough - it does not induce relations of speed, and disassembles the 
complex rhythmn of a torsional specimen. Mesorchia, relational, 
filament, decoding surface, is immanent to pursuing surfaces of the 
direction and magnitude of affect. It is the conflation of a middle. 


atrophy 

-» 

The surface of architecture is thus formed according to trajectories of 
force. The atrophy of structures is the desiring and productive affect of 
this loose forming of parameters; coagulation. Structures shrink but 
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/ 7. roberte, ce soir is the title 
of a novel by Pierre Klossowski, 
brother of Balthus, who 
collaborated with Bataille. Their's 
is a similar trajectory of energetics 
and flux deriving from Nietzsche. 
(Bataille is perhaps more torsional 
as he Is infused by Hegel to a 
greater degree.) They most 
notably connected forces during 
1936 when they co founded a 
secret ritualistic ‘society’ called 
acephale - litorally, shores which 
are 'headless', or (zoologically) an 
organism which has no centre. 

18. LYOTARD 1985 p.13 

19. LYOTARD 1985 p. 13 

20. BATAILLE p.82/3 



Stilbocstrol-induced testicular atrophy in patient 
with prostatic carcinoma 

A.4.5 
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21. DELEUZE &GUATTARR1 
p. 176/7 


22. BATA1LLE p.86 
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there is no cut off point - the disjunctive bar, the oblique, the colon : 
There is a fibrotics of language. A complex of tissues, or overlapping 
of plane(s), a fibrotics of writing that is affected by minor languages. 
The pathological language of torsion, for an instance, that leaves the 
home or ‘thingness’, the territory of the article and delineates a moving 
to an experience of heterogenuous reality. The abstract machine is thus 
mutating congenitally, not through the genesis of the centre, but the 
diffusion of energies on a surface of mesorchia. 

And the blood of semantics is voided. The trajectory runs along the 
suture (which is im/permanent) on mesorchic surface, and torsion is a 
becoming; an abstract machine of malforming that can be considered as a 
plateau of variaton that places variables of content or expression in continuity. 
(21); of semantical testis and syntactical epididymus in torsional relation. 
There is affect which acts along the stitch, suture, crevice and 
trajectifies its knowing. The suture is re/phrased to develop immunity 
to the succours of the pyramidal elevation of being. We must be 
affected on the surface of our body. 

The affect erases I, Man, and capitalised semiology, and induces us into 
the mesorchic zone between the twin components of the ‘rough schema’ 
(suture speaks - the apostrophe delegates a subsyncronous zone). This 
colon does not mark territory but affect which dissolves territory and 
possession. We shall see what we know through our skin; 

Only an inevitable fatigue dissuades us. We stop in the face of disheartening 
fatigue. The paths leading to the summit are crowded. (22) 

Re/Phrase: the direction of force produces surfaces, the|r .i^|^iiiind 
marking. The energetics this writing will affect is the of 

fissure that will never heal. An excess that does disapjje#' fa black 1 
holes, engaged in the camouflage of subjectification; nor fcqualjp escape 
into another system which is only prematurely volatile and hfatM# 
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And inevitably such infarction reproduces/ replicates the segmentarity of 
a choosing which is split into two. The position of silence to language is 
rather* their mutual infusion, and correlate modes of variation in the 
structure of language. A time of the middle that will be a writing of 
torsion. The trajectory of writing in the middle is volatile and if we strive 
instead to be set in motion (23), the motion has to connect to a strategy, 
a tensorial writing that lets the force in and makes it affectual in a 
forming, consistency that is aware of the centre, its not—giving, its 
taking—in and salving. 

:colon/y (supplement) 

This supplement, phrase also invokes a ‘plateau of intensity’ and its 
conjugation with other phrases : mesorchia, atrophy, infarction. This 
writing has been elaborated as a consistency, a volatile and productive 
folding of torsion with its supplements. The seductions of affect 
contaminate sutures. Suture of Caesar. Intercalated elements, intervals, 
and articulations of superimpositons. The Rubicon. Parameters 
dissimulated, the quotation will merge seamleslly as suture: 

‘Torsion 449- SO 
of appendix epididymus 76 
of appendix testis 76 
of cord 449 SO 
atrophy of testis follwing 448 
experimental 4S0 
of intra-abdominal testis 169,450 

simulated by spontaneous rupture of tumour 448’(24); colon can be 
mark of affect, tensorial, not possession or coagulated centre of the 
dialogical name. This colon marks in a diagrammatic fashion and through 
a suture between torsional semantics and syntax, the form of the 


23. LYOTARD p. 9 


A.4.5 


24. PUGH p. 4S7 
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supplement and not of the implement; the primacy of the fixed model of 

form, mathematical figures, and measurement (to para/phrase Deleuze). 

‘Quote’ is semantical not touched by malforming. A quotation that 

does not stay the same but is varied by the diagram of torsion; thus, 

more a ‘quitation’, a non-posturing symbiotic assimilation of the 

differential element of material. ‘Qui’, the ‘this-is’, ‘it happens’ is a 

tensor. Supplements change the same, but evade the black hole of 

infarction, a beyond of pure differing. 

25. PUGH p.4S7 

Trajectories continue to circulate; 

experimental 450. (2 S) The event in torsion. An underlying congenital 

event of malformation, a producing of the informe ; a mode of composing 

that exceeds the notion of form or composition. Through this mode, 

narrative is produced by events that are singular and immanent. The 

surface formed by the eventhood ( Lyotard’s phrase in peregrinations) 

or the thisness of an event in the narrative. 

26. LYOTARD p.4 

Supplements intercalate and serve the text as a mesorchic filament 

which produces suture. Caesar infarcts the Rubicon, goes too far . 

Quitation - ‘colon’: (affective) expenditure, which can be very heavy, Caesar 

at the Rubicon, is no longer any more than an advance, in as much as... (26) 

The mesorchic fold is made permeable through sutures. Male 

gendering folded ( to say I am in english is to say the One for the 

differential ‘x’ , the slipping, is not incorporated by syntax, the edificial 

forming; as is the supplement to this article. Yet, this is inside. And, as 

inside, it can be malformed. Man, torsional). 

The word - tensor - therefore writes (sutures) as a diagramm to read 

three texts, and supplement by new terrains, which explore* but not 

conquer or colon(ise): territorialise: Torsion coalesces, constitutes, forms 

a point of deterritorialization of language, it plays the role of a tensor (27) 
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decoding affect, mesorchia strategised, the middle line of escape to 
circulate filament with/in and out/with the parameters of language. 

A sculptural framing or armature (to re-iterate) covers, moving 
toward a before or end of language, yet never conquering representation 
by circulating through its sutures, folds and dissolute parameters. 

The most vital word in this text is and. Caesar and the Rubicon. ‘At* 
precipitates a crossing, a colon(ization): The tensor operates as as an 
atypical expression to de(terrotirialise) or suture the paramter and folds 
of the mesorchia. It is not one or the other, this affective expenditure 
which is lighter and more seductive and can only produce fatigue in the 
shaft of trees from whence emanate our delineated possibilty, our 
coming which is a following, the generating erectile presence of the 
signifier; if it is not 

tensorial, then (by the logics of the delineated subclause) 

IACTA ALEA EST 

Caesar through the Rubicon to a beyond. The penetration of the 
concept into experience. 

Foetus congealed as the centre. The foetal pistil of an orchid. 
Phrases connected as the centre, pulling in in principle, the centre of gravity 
is in the city; in ancient times, a city, like a corolla enclosing a double pistil, is 
formed around a soveriegn and a God. (28) 

The supplement is a corolla and moves a slipping. An ‘x’ , torsional. 
Corolla or diagram covers. Sculpture of flowers. Enclosing, but not 
suffocating. The territorial assemblage is a milieu consolidaton, a space-time 
consolidaton, of co-existence and succession. (29) This is the architecture, a 


27. DELEUZE ^GUATTARl 
P .S12 


28. BATA1LLE p.87 
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29. DELEUZE S^GUATTARl 
p.329 


30. GEORGES BATAILLE p.SS 
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malforming, inscribing of space with temporal affective disjunctive; 

torsional 

mesorchic’ 

atrophied 

(yet evading infarction) 
performing simulation 
colon(ial): 

yet evading conquest 

a mode of inscribing that does not congeal the centre. 

So, a final supplement, re/phrasing: 

IACTA ILEA EST 

Trans/lation can be a moving into new territories, but use strategics 
and torsionality to evade possesional centrality. This trajectory evades 
the suffocation of an epitaph, trans/lated: 

The die has been cast (Suetonius). Formed, asculptural, uncoalesced, 
in/oonsistent, unconsolidated. 

A/torsional/ 

Oblique, suture to escape through. Or segmentor ? Your question to 
re/form. 

ipse, the tiny particle, that unpredictable and purely improbable 
chance, is condemned to wishing itself to be other: and necessary. 

(30) 

torsions 

The concept can be a sculptural framing of experience. Exploratory and 
not penetrative, not congealing the performance finitely, language can 
let the force in. This writing is of real affect, a process. Every marie on 
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this page is a suture whether it knows it or not. Words can cover 
experience as armature and not structure A fibrotic layering of tissues, 
a sculptural framing, or diagrammatics of writing ‘x’ - mathematical or 
musical notation that is flirtatious with supplementary surfaces and 
plateaus. A connecting of phrases, 

intensities of content and diagrammatics; traits or tensors of expression which 
take turns leading each other across the plane of consistency. (31) The diagram 
is a 'nonformal function’ that relates torsionally to the phylum of 
unformed matter. Testes, semans malformed and disgendered. There is 
no organ, but the abstract machine of torsion writes the differential trait 
of ‘x\ subsisting in the diagram of torsion, an aggregate of matters- 
functions that does not colonize the territory of the event, but liberates 
its trace. Mesorchia, and informe knows not of the oblique / separating 
maik. Torsion is abstract, but real force and direction of all your affects 
and intensities. There are movements; coagulate dissipate - rephrased on 
the surface of the body. 

My body as a man is torsional. This writing is a supplement to the 
testicular. I am trying to open up new surfaces. 

Not the testis or epididymus, but mesorchic interrelation, expanding 
surfaces marked by traces, sutures of affect I am trying to trajectify this 
knowing along the suture. I do not want semans, substance except in 
torsional interrelation. This writes not as a de/significance, a torsional 
writing coagulated. Words can have material, and this surface, its 
trajectories not obey the centre which 

alone possesses the initiative and throws the peripheral elements of into 
in /significance. The centre alone is the expression of the constituted being 
and takes preceedence over the constituent parts.(my emphasis) (32) 

Forming is in/significant. Peripheral. If it were central, it would be a 
formal function, and an oblique / not abstract. 


CRAIG 

MACDONALD 


31. DELEUZE ScGUATTAKI 
p.S!2 


32. SATAILLE p.89 
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33. DELEUZE A. GUATTARi 

p.365 

Architecture, torsion, the tensor are thus all phrases that have material 

resonance. They have affect (if even to repel ? Supplement my question. 
This is my only command to obey). As I supplement three readings 
with the pathological trait which pulls the writing from the semantical 
centre. I write not to proffer a message , but equally not to annihilate 
language, and infarct material flux. It needs a parameter, a 
coalescence to circulate in a way that does not pull together to the 
double pistil of the sovereign. Royal, or State science (architecture as 
the abode of territory, differenced by inscribing of space) only tolerates 
and appropriates perspective (affect) if it is static, subjected to a central 
black hole divesting it of its heuristic and ambulatory capacities. (33) The 
semiotic sign if treated as structure will respond as such. So Lyotard’s 
formative phrase in economic libidinale (1973) reifies and makes 
material the centre, reactivating the dialogical game, a logic of trees, a 

foundational ethics: 

There is no material, where there is a message. (34) 

there is no trajectory, where there is a separation and implementing 

34. LYOTARD p.2 

mark. Comma, and supplement. And 

the cartography of the material voyage. (3S) 

will become relational Surfaces resuscitated. Suture and affect . 

35. ibid 

Material is not God. And is made less productive when placed in 
subjected and subjectified. A theatre of pathology, out/with a 
performing of torsional pathology. 

A .4.7 

infarctions 

36. PUGH p.448 

The infarcted, haemorphagic and congested specimen (36) overcodes, recodoes 
affect. The torsional trajectory is not mediated by a scuptural forming, 
infarction is when the plane of variation, of exchanging degrees of 

torsion and de-torsion, is fibrous dead tisssue ceasing to circulate energy. 
A restricted economy of architecture, enclosing, the posturing of 
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concept, of plan, and not plane. Coagulations which are absolute. 

Suture or slipping is magnetised to the centre. The speciminal or 
experimental text is segregated. This is the force of affect, a knowing 
whidh is a feeling, not trajectified or given a direction. Directon does 
not need to culminate in a Telos, to enclose in its declosure. Intensity/ 
affect would then be oblique /. The suture of Bataille, an ipseic 
slipping, formed to annihilate language and its parameters. 

This is a simulating. The pathological supplement condemned to 
theatrical representation, the segregating mark instanced as the 
foundations of a Pyramid and propogating its illusions. The ephemeral 
rupture of surfaces into a metaphysical void out/with and with/out the 
physique of a material of a sculpture of a forming. 

Tensorial adjectival marking, descibes the thing but is not pulled into its 
orbit, and does not conquer it with its word. This performing is a 
digrammatics Deleuze inscribes the non formal function. The diagram of 
a tensorial architecture 

is not an inexpressive metalanguage lacking a syntax, but an expressivity 
movement always bearing a foreign tongue within each language, and non- 
linguistic language within language as a whole. (37), it bears or induces 
supplementive phrases, of pathology, of physics. They are transposed to 
a physique producing affect in a sculptural frame. The parameters 
coalesce - the centre fatigued. This is 
subsyncronous resonance 

The frequency of affect is below and out/with ; a conjuncture that works 
in the name of an outside surface that is not an ultimate beyond, but a 
subsisting fequeney. Something inside but not petrified by the Centre. 
Not even fixated by the spatializaton of thought. Everything is dictated 
to, (not matter; its extenuation,) by a term that pulls together and 


37. DELEUZE ^GUATTARl 
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organises. Father. Phallus. Signifier. Logos. Gender. 

As a peripheral disjunction of force Bataille’s slipping, ipse, 

may interact with of the natural torsional modes of the turbine generator 

shaft, thereby setting up the conditions for an exchange of energy at a 

subsyncronous frequency, with possible torsional fatigue damage to the turbine 

generator shaft. (38). The suture of Bataille supplemented by a physique of 

sculpture. 

38. ANDERSON et al pi 89 

Frequencies want to become the forming, but operate strategically within 
the coalescing parameters, with/out becoming an absolute foundation. 

‘Absolute’ and ‘infarction’ have an intimate semantical liason. They are 

almost indistinguishable, as are semans and syntax, substance and form. 

Congested, haemorphagic, they overcode affect by operating to 

disintegrate all forming. Forming, torsional, is in the middle and 

productive, itself a constituent part of an ensemble, an abstract machine 

consisting, coalescing, cementing rhythmn in a relation of speed with the 

diagramm. This colon of Bataille is a mark of strategised affect : 

: each being ipsi - at the same time that it encloses itself in autonomy, and for 

this very reason - wants to become the whole of transcendence. (39) 

Colon does not enclose like the centre, and this testis and epididymus 

39. BATAILLE P 8S 

exist relational, torsional and this being of ‘Man’ cannot become the 

whole of forming; nor escape the slipping, the will for autonomy. 


The infarcted spedmenal text conflates absolutely and is coagulated as 

the centre which reapperars if the suture, fold, stitch, is erased and 

obliqued. This is the trajectory of speed, of force and affect that 
circulates as the phrases and supplements of that write through this 
‘male’ text. Refusing to acquiesce to the state and static functions of 

architecture. Cement, coalesce, form, but be aware of the seductions 

of the dialogical game. One is split into two and this is a function of 

power. The possibilities have been previously delineated. Lyotard 


1/1 WINTER 199V92 


ORCHID 


37 





ARCHTECXyrURES 


CRAIG 

MACDONALD 


follows a pathology of capillaries and banishes the tensor to nether 

Bl(affectual) zones. These are aposite, having a restricting utility 

: - , ,, 

...opposite of the organic body, montage of montages. Junctional assemblage, 

erotic edification., this libidinal body appears not to have any channel set up 

for the circulation and discharge of impulses. (40) 

Circulating and discharging impulses and affect at subsyncronous 
frequencies is atrophic, but not catastrophic (the tensor activates and is 

40. LYOTARD p.lS 

activated by the libidinal band) whence space becomes edifice; depth and 
surfaces, dialogical. The building of a system. Building is inside 
experiences. A physique of representation is imaginal and reduces, codes 
the experience of the libidinal band, reproducing a theatre. The all-seeing 
pathology of a peformance. ‘The thing’, not the ’it happens’. Not 
performance, but its absolute coagulaton in space. Foetal. 

Sculpture. Surface. Trajectory. Coagulation and dissipation. A 
semantics that is torsional, folded along the suture it forms with syntax. 

Distinguishable, but not extinguished in a :colon/y (which can be 
re/read). 

It spins out the game of the top, beyond the organic body of 
Schreber, into unexpected regions of the libidinal band; this 
name grasps them or rather suddenly lets them exist as pieces 
of the vast anonymous fanatical erectile labyrinth. (41) 


41. Such erectility has a name. 
This is the name of simulated 
infarction. 

JEAN-FRAN^OIS LYOTARD P 17 
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Michel Foucault is a philosopher of the limit not the liminal. 

This gesture to conciseness, this designer label or slogan is created in 
order that it may show, immediatly, its shortcomings and failings. Its 
inadequacies are ‘up-front’, in full view of any critical gaze that may fall 
upon it. Moreover it is necessarily these inadequacies that open up die 
area of analysis. In the tensions of this slogan - all slogans have tensions 
- the questions that shall preoccupy this piece are being asked again and 
again ( as this sentence asks ‘what questions?’, among other things). At 
present, though, I do not wish to pre-empt these questions ; not so that 
they may remain hidden - on the contrary I hope to make the questions 
that interest me highly visible - but rather because of their 
innumerability. And such is the need of the slogan - including this one - 
to allow its own dissolution and dissmemberment while the trace of its 
inscription is a memory, faint yet empowered. 

Foucaults works skirt the boundaries of our vocabularies, the limits of 
our gaze and relations. He invites us to view with him the taut lines of 
stress that become visible as the centre (be it the dominant code, 


S.1 


IAIN MACKENZIE 

S.1.1 
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discursive practice or ethic) contracts in defensive rigor or moves to 
incorporate others, for example. This is the ‘limit - attitude’; the pull to 
the edge and the surge of vertigo that challenges us to see, not to show 
in an act of ‘proof, the relations interiorised within and through the 
norm. This is the ‘limit - attitude’; the scrutiny of the breakdown of 
intensities at the points of greatest weakness in order that the ‘workings’ 
of the central mass may be discerned. It is a critical attitude that 
questions the core notions of our thought from a position of distance 
from that core. Yet the view from the limit is not Archimedean, it is 
not a fixed point of pure gaze and correlative pure judgement; it is a 
view from many points, indeed from many movements, where 
judgement is ‘fictionalised’. 


1 See the foucault reader, 

p47 


2 See foucault; philosopher 
or historian?, p32 


But it is not simply this. We must know and recognise the limits, a 
recognition captured in the movement across these limits. This is the 
thought of the limit; the actualisation of ‘transgression’ (1) as the act of 
defining the frontier. It is being able to know the limits only once they 
are past. Furthermore, for Foucault, the movement beyond boundaries 
is not a step into a void or vacuum, rather it is to feel thought once 
more in relations of attraction and repulsion, similarity and difference, 
recognition and exclusion. In Foucault the limit is defined in the 
immediate instance of it’s transgression in thought, and then it is lost in 
the need to define afresh new limits relative to the new system of 
relations. Yet the memory of the limit must persist in the act of 
transgression as such an act requires the existence of the limit. This is 
the thought of the limit; the will to make this tautology work, to 
transgress in a ‘lightning movement’ (2) the limits of thought , 

This is inadequate, but in time the limits, evident precisely in thoiights’ 
‘lightning transgression’ of them, confront our thought and its 
centripedal preoccupations and tendencies. In history Foucault discerns 
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the movements that have brought limits into being, be they the limits of 
medicine, punishment, sexuality or reason itself, and tempts us to engage 
in a to-and-fro across these limits - to view the self-defining and other 
defining techniques of these practices - while simultaneously performing a 
similar traversing of the limits of our relationship with these events. 
Our history is one that is thoroughly imbued with relations to the 
limits, it is thoroughly imbued with power. 

This is the limit-attitude thinking the thought of its own limits. 


...It seems to me that the possibility exists for fiction to Junction in truth , 
for a fictional discourse to induce effects of truth , and for bringing it about that 
a true discourse engenders or ... manufactures ... something that does not as yet 
exist, that is , .. fictions ... it . ... (3) 


3 See power/knowledge, 
P 193 


Relocating the trace of the opening slogan, in Foucault talk of the liminal 
is “brash” in its silence. Change, shifts and transgressions are everywhere 
in Foucaults work; from changing perceptions of madness, through 
paradigm shifts in academic disciplines, through different “regimes” of 
power, to the relationship between the confessional and the couch. Yet 
the details of these periods of change, the intricacies of the liminal 
experience, are the silences within this cacophony . 


There is a limit to cross; the frontier (time) between us - who us ?- and 
those past, i.e. the frontier (space) that must be traversed in the act of 
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4 See power/knowledge 

P 199 

memory. Forgive my slogans, they help me remember, but ‘do to 

yourself as you would do to others’ and recall how easily we forget the 

effects of power when it is tempting to do so; the strategies of the limit 

are strategies after all. In trying to unlock reflexivity Foucault is thus 

drawn towards a conception of power. This however is not a ‘theory’ 

of power; 

....if one tries to erect a theory of power one will always be obliged to view it 

(power) as emerging at a given place and time and hence to deduce it, to 

reconstuct its genesis... (4) 

In theory one forgets memory; the desire for security and fixity, the 

desire for origins, places the theorist outside of the domain he seeks to 

recuperate. The desire of the theorist is alienated from the analysis, it is 

interiorised as outwith. In theory one forgets the limits; they simply do 

not exist, as they define the conditions of the epistemological act as 

“deduction”. In theory one gets an analytic of finitude. In theory we 

could return to the archaeological project. Yet, Foucault suggests one 

can, 

5 See the history of 

sexuality p82 

...move less towards a theory cf power than towards an ...analytics of power... 

that is , toward a definition of the specific domain formed by relations cf power , 

and toward a determination of the instruments that will make possible its 

analysis.... (5) 

1/1 WINTER 1991-92 

Strategies of the limit are multi dimensional; they shed light, hot so 
much bright as diffuse, not so much penetrating as encompassing, and in 

this light time becomes problematic. From the limit the cardinal point is 

the moment of rupture, the instance of discontinuity, that razes the 

ideological castles of progressive theory to the ground. The apoplectic 
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faltering of history, the fleeting movement from one point to the next - 
but what next? - is what first draws the limit-attitude to its own 
necessary folding. 

With the event, Foucault sought a closure of thought, an interpretation 
that sucked out his own presence in an attempt to overcome the limits 
of that presence, he tried to side-step the analytic of finitude. Positing 
the regularity and completeness of the discursive practices of the human 
sciences he thought he could dispense with an account of his own 
situation. Yet this had to fold. 

It had to fold as a movement of the outside coming to terms with the 
need for interiority. This is not the need to locate an inner sanctum 
from where thought may pass over its object in an undisturbed 
atmosphere, but rather it is the necessity to see the inside (the regular 
and the complete) as an operation through the outside and as a constant 
’doubling* which binds the inside as of the outside . It is the experience 
of the madman as he is put adrift in his boat ; 

...he is put in the interior of the exterior, and inversely [....] a prisoner in the 
midst of what is freest, the openest of routes; bound fast at the infinite crossroads 
. He is the passenger par excellence; that is, the prisoner of the passage (6) 

In the passing of his thought Foucault relocates his own writing as a 
catharsis; he exposes the limits of his thought in order that these limits 
may be diffused. This is the reflexive moment, the moment where 
Foucault recognises his works as ‘fictions’, the moment, the movement, 
of the fold of thbught back on itself. The limits of our finitude as 
knowing beings are not overcome but rather brought back within the 
domain of the analysis so that they are no longer constituted as “outside” 
of it. This is the cathartic function of self-critical thought. 


IAIN MACKENZIE 


6 See madness and civilization 
pi l 
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Yet in the attempt to diffuse ones ‘control’ one must possess an analytic 
of the modes of diffusion ; the pathways of ‘control’ that ‘incite, induce 
and seduce’ as well as exclude and prohibit. One must come to terms 
with power . In this Nietzschean , or genealogical , shift the relations 
embedded within the cathartic fold are given an immediacy , a practice 
in the ‘concrete, changing soil’, through the trace of the interpreters 
memory as a mark on both the analysis and his actions. It is as Foucault 
calls it a ‘history of the present’ . 

In trying to write this history Foucault looked to an analytic of ‘regimes 
of power/knowledge’ in order to facilitate a link between the need to 
simultaneously understand the modes of the diffusion of power across 
time and in the immediate configurations of institutions and relations . 
The genealogist works on the ‘lightning movement’ across these spaces, 
for example from the conception of punishment as an open spectacle 
inflicted by all , to the disciplinary structures of light and visibility where 
the inmate is individualised, to the analytic of power relations, to 
Foucault’s involvement with the GIP group in seeking prison reform . 
There are many limits to cross, many movements to make, many . 


7 See for example the history of 
sexuality p80. 


Yet, movement and change and the act of transgression are unaccounted 
for in Foucault , or rather these are brash in their silence proclaiming 
their existence to hide the evidence of their non-existence. Recall how 
Foucault suggested a similar ploy was used to effect in the history of 
sexuality... (7) 

Foucault reaches the threshold of transgression , he reaches the limits in 
his thought and its relation with the limits of ‘others’ , yet he reveals an 
incapacity to deal with the actual traversing movement that must take 
place . Or must it ? It is my bottom line that there must exist a period 
of shift as one lives out the processes of transgressing one’s limits , be 
they the limits of analysis , of thought or of practice , and that these 
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spaces can be referred to as zones of liminality. 

memory of the opening slogan is brought back to the fore; Michel 
Foucault is a philosopher of the limit not the liminal. It reflects badly; 
the thought of the limit is fixed as a thought of the present, the constant 
striving for transgression of limits, without an awareness of the field of 
that transgression, becomes an impossible attempt to reach a ghostly and 
elusive immediacy. The present becomes the limiting factor of the 
cathartic movement to the extent that it remains as a condition of 
genealogical knowledge. In the relation between regimes Foucault talked 
of transgression yet could posit only a ‘lightning movement’, one lacking 
in the content of transgression. As a consequence the genealogical project 
of recapturing a ‘history of the present’ is unable to account for the 
experience of living in and through times of change, times of reappraisal 
- and all self-critical thought constitutes a reappraisal! The conditions of 
its thought ensure that the genealogical approach cannot cope with its 
own immediacy . 

Forever lost in the fading of the present into the past, the genealogist 
may be better pursuing a ‘history of presendng’; a history that allows for 
‘zones of liminality’ and as such can cope with the process of change 
undergone through the analysis itself . 


A NOTE; 

The liminal is not ‘outwith’ regimes of power, but rather it is 
thoroughly embedded as a space in relation to these . Its existence is 
dependent upon its facing limits yet it must be conceived of as being 
without limits - we never know where change can take us, the ends may 
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appear close yet be far-away, they may be false, they may be distorted, 
imagined or projected. Zones of liminality, the thoughts of the liminal, 
are N-dimensional. 
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“I think the year 1948 may have marked the end of surrealism as a S.2.2 
movement.” Lionell Abel. Commentary. October 1981. 

Christmas 1988 in Wroclaw , Poland. General Jaruzelski is in power. 

The oppositon is forced to organise underground. 

Suddenly, the streets are full of people dressed as Santa Claus. They 
distribute leaflets calling on the citizens of Wroclaw to decorate the 
subways with fir branches. They proclaim Santa as the person who will 
save the people of Poland from poverty. 

A confrontation emerges as the police decide to crack down. The 
Santas, linked together by ropes, wrap themselves round lamposts. The 
police try to disentangle them. Armoured police vehicles are surrounded 
by bell-ringing, white bearded figures full of seasonal cheer. State- 
approved Saq|as, protesting their innocence, are arrested in front of 
crying children. A crowd of 2,000 passers-by gathers and starts 
chanting: “Free santa!” the police HQ, where the Santas are held, is 
surrounded by the crowd. 
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/. An account of the work of the 

Orange Alternative can be fond in 
Oranges and Lemons by George 
branchflower. Here and Now. 

7/8. 1989. 

Who is responsible for this provocation ? A group of "Socialist 
Surrealists” who call themselves the Orange Alternative. They are 
inspired by “The Major”, a 35-year old former graduate in history and 
the history of art. Their happenings bring thousands onto the street and 
provoke laughter at the expense of the forces of Stalinist repression.(l) 

Jaruzelski steps down from power the following day. 

... Surrealism ... a formally regressive movement in art history. Rudolph E. 
Kuenzli Surrealism and Misogny p.21 of Surrealism and Women, ed. 

Caws, Kuenzli and Raaberg. (London, 1991) 

1938. The surrealists are trying to publicise the fate of the victims of 
fascism. Andre Breton protests the arrest of Sigmund Freud by the Nazis 

in Vienna. 

2. See Dada Turns Red. The 

Politics of Surrealism. H. Lewis. 
(Edinburgh 1900) Chaps 7-8. 

They are ostracised by the Left intelligentsia. Taking a stand against the 
Franco-Soviet pact of 1935 on the grounds that it would encourage 
chauvinism and militarism, they have come into oonflict with the pro- 

Soviet Communist Party. Their refusal to subordinate their creative 

work to the doctrine of socialist realism has further alienated from an 

intelligentsia happy to go along with Stalin’s dictats. They are denounced 
as mystics who dabble in the supernatural. (2) 

Salvador Dali is fascinated by Hitler whose soft flesh squashed into 
military uniform sends him into a frenzy of ecstasy. Now a celebrity in 
artistic circles in the United States, he is interested in making loads of 
money. ‘Le surrealisme, c’est moi’, he declares,mimicking L«pui$ XIV. 

He accepts a commission to paint the portait of the Spanish ambassador 
to France, receiving money from a fascist government. The surrealists 
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call him ‘Avida Dollars’, an anagram from his name which means 
‘Greedy For Dollars’. Breton writes four years later that Dali’s work 
had, since 1936, ‘no interest whatsoever for surrealism.’(3) 

xg Breton visists Leon Trotsky now in exile in Mexico. They co-write a 
Manifesto for an Independent Revolutionary Art. They stand by the 
formula complete freedom for art. They declare that the oposition of 
writers and artists is a force which can overthrow regimes which 
destroy the aspirations of the working das for a better world - regimes 
which destroy sentiments of nobility anf human dignity. They quote the 
young Marx stating that although a writer is forced to make money in 
order to write, yet he shouldn’t write in order to make money - that 
freedom of the press can only be guaranteed when it is not a business 
activity. (4) 

In Paris, the surrealists organise an exhibition, they want to show that 
exhibitions do not need to take the form of a gallery with paintings and 
sculptures. They create a Surrealist Street. Costumed models stand in 
the street; one, for example, dressed in mushrooms and moss with a 
head piece of bat’s wings. The street leads to a grotto. Twelve 
hundred coal sacks hang from the ceiling. The floor is covered with 
dead leaves. In a comer is a water-lily pond containing an unmade bed. 
A gramophone plays German marching songs. Behind a screen, fresh 
coffee is diffused with the perfume of Brazil..(S) 


3. See footnote 44, p. 135 in 

Andre Breton and the First 
Principles of Surrealism. 

F. Kosemont (London 1978). Also 
Lewis Op. Cit. 


4. Full text can be found in 
What is Surrealism? Andre 
Breton. Selected writings, ed by F. 
Rosemont. (London 1978). pp. 
183-187. The text is co-signed 
by Breton and the Mexican writer 
Diego Rivera. Trotsky did not 
want his name associated with it 

for fear offurther recriminatons and 
that it would not be favourably 
received. Most of the Left had 
been told by the Commmunist party 
that Trotsky was a fascist agent. 

5. Op. Cit ABFPS p.79 


‘...the male Surrealists’ blatant reinforcement of patriarchal power 
relations should not be theorized away in order to redeem surrealism. 
They should be resisted, they should be rejected’ Kuenzli.(6) 


6. Op Cit p.25 


1991. The post-modem epoch. The critics of surrealism are worried 
that what is taught as a degenerate movement in the history of art 
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continues to fascinate performers, artists, writers and youth. They find 
the appeal it has for women problematic. 

Breton had written at the end of World War Two that the time has 
come to make the ideas of women prevail at the expense of those of 
men. In the post-war period women surrealists have come to the fore. 
Attention is being paid to the work of the sculptor Meret Oppenheim, 
the filmmaker Nelly Caplan, the poet Joyce Mansour, the painters 
Leonora Carrington, Remedios Varo, Dorothea Tanning and Toyen. In 
the 1976 World Surrealist Exhibition in Chicago, a third of the 
exhibitors and the participants are women from Europe, the Americas, 
Africa, the Middle East and Asia. 



7. For example Man Kay’s 


Erotique-voilee (1933), a 
photograph of Meret Oppenheim 
standing nude behind the wheel of 
an industrial winch, the wooden 
handle of which appears as an erect 
phallus. The masking of her 
breasts by the wheel and the 
placing of the handle in front of 
the triangle of her pubic hair gives 
the appearance of someone both 
female and male. Her left arm is 


The male surrealists oppose patriotism, militarism, the church, 
commodity fetishism, fascism and Stalinism. They take the image of 
women as a motif of inspiration and emancipation. Positing ideal types 
of woman, they have embraced images of the femme-enfant, representing 
spiritual innocence and intuition, and of the femme-fatale representing 
rebellion and revolution. They have proclaimed the discovery of the 
actualisation of these types in the women they love and co-operate with. 
They abhor all forms of dualism of which masculine and feminine are 
good examples. In their imagery they have celebrated the suppression of 
gender with the ideal of the androgyne.(7) 

The androgynous ideal exposes sexism latent within the movement. 
Meret Oppenheim has said that, ‘Man is a genius who needs,«:::jj»u.se• 
Woman is a muse who needs a genius. It’s a kind of androg^^** Man 
as muse and woman as genius is the obvious contradiction A fciftd ofp 
gynandry. ° 4 

The hostile critic transforms the sexism of surrealists ittfc? « dub to 
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batter the women who identify with the movement. Thus the stagnant 
poo! of surrealist ideas cannot be redeemed by womens’ enthusiasm for 
It, for women surrealists are trapped within a corrupt male discourse. 
Women are redeemable only if they rise above their surrealist 
connections. Once separated, it is possible to examine their work 
profitably. (8) 

Automatism...has nothing whatsoever to do with surrealism, not now, not ever... 
Michael S. Bell, curator lOlVows to the Sun exhibition. San Francisco. 
198S. 

Nancy Joyce Peters writes that surrealism validates ‘intuition, receptivity, 
relational cognition, relatedness with the other’. If these properties tend 
to be more than often assigned to women rather than men, it is no 
surprise that women should excel as surrealists. (9) 

The early surrealists were influenced by Flournoy’s interviews with the 
medium Helen Smith. Her automatic descriptions of voyages to India 
and Mars were appreciated as both beautiful and as an expression of the 
unconscious dream-world made real. They also introduced Freudian 
theory into France. Unlike many others, they were not interested in 
applying Fueud’s insights to therapy, but rather used his ideas as a means 
to liberate the imagination. 

Breton gives a definition of surrealism in 1924. Surrealism is pure psychic 
automatism by which it is intended to express, either verbally or in writing, the 
real Junction of thought, in the abscence of any control exercised by the reason 
and outside all conscious aesthetic and moral preconceptions^ 10) 

It is clear that this definition implies a method within which the madness 
of the movement can be comprehended. There is a discipline involved 


covered in oil, her right grips the 
wheel as if she is resting from work. 
The image is a poweful 
contradiction to the socialist realist 
image of the worker as an asexual 
Schwarzeneggerian brute. 


8. See Robert J. Belton’s article 
Speaking with forked tongues; 

‘Male’ Discourse in “Female’ 
Surrealism? pp S0-62 in Caws et 
al. Op Cit Belton warns the reader 
that ’Surrealism’s iconography and 
historical mentality’ are ‘often not 
worthy of our admiration. ’ He is 
disturbed that attempts have been 
made to re-evaluate Surrealism as a 
forerunner of the postmodernist 
mentality’. This is a ‘great 
disservice to us’. He is right. To 
compare surrealism to 
postmodernism is a disservice to 
surrealism. As far as 1 can discern 
they have absolutely nothing in 
common except, possibly, an 
accidental origin in France. The 
question is whether Belton's 
popstmodemist dogmatism is worthy 
of admiration or not. 

8. Women and Surrealism in 
Arsenal/Surrealist Subversion 
4 p.6 


10. The Manfesto of Surrealism in 
Manifestos of Surrealism. A. 
Breton. (Michigan 1972) p. 26. 
(Breton adds 'conscious ‘ bfore 
“moral and aesthetic " in his later 
essay 'What is Surrealism?’ 
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The suggestion is that the intellect, in particular the imagination, is 
subject to forms of rigidity which limit the freedom of the thinker to 
express herself creatively. Certain conventions of procedure or rules are 
internalised by the thinker which circumscibe the boundaries of what is 
considered as thought. These conventions are culturally enforced in 
order to produce patterns of subordination and exclusion. To express 
herself outwith the canons of socially proscribed ‘thought’, the thinker 
risks the appellation of ‘insane’. 

Freudian theory entails the existence of an unconscious realm of thought 
usually experienced, if at all, within dreams or dream like states. This 
enables the surrealists to extract from mediumship and trance a method 
of poetic discovery and self-revelation. Automatic writing is stripped of 
its mystical aura and freed from its ectoplasmic ontology. 

To partake in an ancient form of human expression, traditionally 
associated with the role of the seer, or prophet, no longer involves the 
acceptance of animistic rituals, primitive nature worship or 
communication with a spirit, angels or demons. The magical spirit 
world is annulled by a modem activity which reveals the occultations of 
the unconcious to be epistemically translucent. Automatism becomes the 
tool for the research into the functioning of thought, useful, in 
conjunction with others, for a leap over the razor wired limits erected 
by the bureaucrats of knowledge upon and between private and 
individual settings for emancipation, and public and collective movements 
for revolutionary social change. 

Contrary to the appearance of the advertising executive appropriating 
surrealist iconography and dedicating to the worship of the purchase of 
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useless and harmful commodities, and unlike the ‘stream of 
consciousness’ writers of the Beat confessional, such as Kerouac and 
Ginsberg who empty the ashtrays of their drug and alchohol induced 
fantasies into a Zen Buddhist-Roman Catholic garbage-chute; there is no 
antithesis within surrealism between activity aimed at the revolutionary 
transformation of consciousness, and the revolutionary transformation of 
society. Surrealism puts itself ‘at the service of the revolution’. 

Can we conclude that surrealism is not dead but merely sleeping? 

Chicago Jazz and Blues News. June 1988. 

Automatic writing and painting are forms of research into the 
unconscious which reveal the sources of imaginative thought. However 
other forms of research have been used by the surrealists at various 
times, including mock seances, mock trials and the playing of games. 

Collaborative childrens’ games such as ‘consequences’ have been adapted 
to confirm Lautreamont’s maxim that poetry should be made by all or 
none at all. The most famous game of this type is called ‘exquisite 
corpse’. Like ‘consequences’, this is a game of folded paper consisting of 
a sentence or drawing composed by several persons, each person 
unaware of the preceeding contribution. The name of this game is 
derived from the first sentence which was derived by this means; The 
exquisite - corpse - will drink - the new - wine. 

A similar type of game involves playing with hypothetical sentences 
starting with ‘if or ‘when’, followed by propositions in the conditional 
or future tense. Each player writes on a sheet of paper sentences which 
are then shuffled at random, two by two. Examples of the products of 
one such game are as follows; 
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/ 1. Taken from a game played by 
Louis Aragon; Georges Sadoul; 
SuzanneMuzard; Elsie Peret; 
Benjamin Peret; Andre Breton; Yves 
Tanguy; and Pierre Unik. Full text 
is in The Autobiography of 
Surrealism ed. Marcel Jean (New 
York. 1980) p.219. 


12. “It follows therefore that in 

proportion as capital accumulates 
the lot of the labourer, be his 
payment high or low, must grow 
worse...Accumulation of wealth at 
one pole is, therfore, at the same 
time accumulation of misery, agony 
of toil, slavery, ignorance, 
brutality, mental degradation, at 
the opposite pole on the side of the 
class that produces its own product 
in the form of capital“. Capital 
Vol. 1 Chap xxv Sec. 4. 
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If night was endless 

There would be nothing more, nothing, nothing at all. 

When shoestrings grow in the workers’ gardens 
Railwaymen will blow their noses with sugar tongs. 

When children slap their father’s face 
All young men will have white hair. 

If newspapers were printed on silver foil 
Then, shit. (11) 

The poetry produced in these games may provoke laughter, a 
spontaneous outcome of surrealist activity. Humour is regarded as an 
essential component of the coming revolution. 

At the World Surrealist Exhibition in 192S, the surrealists declared war 
on all miserabilist abstractions and institutions. Following Marx, the 
surrealists held that as long as Capital is allowed to accumulute, misery 
will accumulate in the lives of the people who create Capital; the 
workers. (12) 

The horror of the misery in the world is so overwhelming that to 
confront it honestly and openly produces a paralysis of will, a frozen 
torpor of despair which suffocates thought and crushes desire. Humour 
is the trigger which explodes the shell of terror, permitting die intellect 
to guide revolutionary action. Reason unassisted by humour is limited 
by the fear of immanent punishment, torture and death. Moreover if 
reason were sufficient, revolution would have been successful long ago 
and the world transformed into one which actualises human desires and 
potentialites. 

ORCHID 57 


SURFACES 


PAUL SMITH 


In the war against miserabilism, the example to which revolutionaries 
aspire is the worlds most famous rabbit; Bugs Bunny. (13) 

13. See Humour; Here Today and 

W ‘ at ‘ - the fi n P l V °S - Phil 'P Umantia ' Ertrywhert Tonorro. - A Short 

Introduction to the Next Revolution 
by F. Rotemont in Arsenal No. 4 
P . 81 
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HI (GAME) 
jLyXURIOUS 
EUROPEAN 
WEEKENDS - A 
SURREALIST 
GAME 3/6/91 

His credit card is not his. His suit is not his. His wife is not his. The 
lackeys do not know this. The camera does not know this. The facade 
has only two walls. There are too many cantilevers. They should not 
fluant their publicity quite so privately. 

This picture epitomises the bourgeois self-image of the hard-working 
“yuppie” couple having a well deserved break from the hassle of life in 
the city. None of the people come across as being real. The over-relaxed 
couple are sickeningly happy with an aura of self-satisfied smugness. 
They are ostentatious and are determined not just to get away from the 
city but from life and from each others insecurity - the tension in their 
relationship. The porter and the waiter are simply instilments for their 
enjoyment, with no lives of their own. The decor is gaudy, creating 
false images of the possibility of living it up. 

The stairs are 2-dimensional and the figure on the stairs was killed in a 


S.3 


S.3.1 


S.3.2 


S.3.3 
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motorcycle incident 3 years before, although he used to work there and 
felt the workers buy out scheme was a waste of time. The pillars are 
made of Stilton and the wine is Spanish. The parlour palm is languishing 
for a lost friend. There are no books on the second floor. The couple 
in the foreground do not own a cat. 


Why does the bit above the pillar look like the edge of a wedding cake? 
The parlour palm is an undercover CIA agent. The woman has acute 
halitosis. Whatever is in the comer by the stairs looks like a devil with 
an afro. Judging by their legs the chairs have either been ponytrekking 
or indulging in wild sex. 


The nose of the woman is too straight. The waiter isn’t wearing a kilt. 
There aren’t any mice turning upside down and tumbling down the 
stairs. The wine is radioactive. 


The decor looks like a wedding cake. Why is the man unhappy, where 
is he looking? Where are the pickpockets? Marble lots of it reminds 
me of gravestones; concerts in the Kings Theatre. What is so funny 
about the glass of wine? 

The shadow at the bottom of the chair is Hitchcockian. The bell-boy 
looks like a Chinese soldier. As an advert this is an expression of by¬ 
gone days that no longer exist. The man is fondling the chair not her. 
The waiter looks like an extra from Taggart. 

The woman is not his wife. They are being watched by the bell-boy 
upstairs. The m^n in the comer is bored and waiting to go home. The 
hotel has hardly any guests. It is late afternoon. The chairs are fake, 
probably French. The plants are real but dusty. She isnt interested in 
the man. The room is painted white and gold and is a bit tasteless. 
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S.3.9 Why is the guy by the column there? He looks so bored and in a world 
of his own. In fact, he looks as if he doesnt belong. What is that 
strange light which shines on the woman and why is her smile so plastic. 
The guy opposite her seems to be fondling the arm of the empty chair 
beside him. The whole room is waiting - especially the man at the top of 
the stairs. He looks like an extra from Springtime with Hitler. The 
place needs warmth, light and humour. 

S.3.9 The Mycenean Goddess Temple of Knossoss has been superimposed by a 
Roman temple and turned by palladio into a Piranisi prison. The woman 
is now the imprisoned instead of the worshipped but fake smile number 
3 is hiding the fact that she is about to puke into the lap of the yuppie 
priest who is reassuring her that she will enjoy being sacrificed to the 
corporate god by virtue of being the ultimate supermum and career 
woman. 
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4.58 AM 
SUNDAY. 

NOVEMBER 1990: 
VANISHING 

RICCARDO 
IACONNO 

Two bullets are released simultaneously , both travelling in opposite S.A.1 
directions both in line for the same target the vanishing point. 

I have references and they have references and although disconnected 
from the originals sense is what you make of the copies and they are the 
product of the ‘ learning’, so make do. 

There is no storage space in a lifetime of existence for infinity. 

time memories 
words and 
concerning 

THE SOFT MACHINE is your mind. 


loop 

reproductions 

pictures 


POINT 


That which is considered or visualized, projected or imagined holds no 
division but is. That which is perceived is given ‘dimension’ by the 
relationship between the observer and his position in space. Time is a 
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gesture created by willingness, need to comprehend the dimensions of 
that which we consider real and is extended when one comes to believe 
in that dimension and space, this movement, participation , indulgence 
is that which we calll life a pursuit toward infinity in a finite space. 

The soft machine. 


My point of reference to everything that occurs in my PAST, 
PRESENT, and FUTURE my mind, my thoughts, images sounds. Life. 
One cannot exist without the other, yet death we shape blindfolded 
never knowing what to make of him. I feel security when I look in on 
myself in the mirror because death lends himself to me, lets me know 
he’s still there waiting. ‘Yeah, I exist. 1 am’, a fix with death. Death 
fixes. 


... and if I contradict myself, it means there’s something missing and we 
all know that it can’t be helped ... 

A good orgasm death is all the meaning I’m looking for in life; the 
ultimate fuck said boy hanging from a noose, dick in the air, a rainbow 
in its discharge. I remember it must be a hundred thousand years ago . 
there was a civilization occupying the region known as the Gobi desert, 
their practices and outcome recorded in a book called cities of the red 
night of unknown authorship, and although it’s people were split into 
two classes, the majority of whom were known as Receptables and the 
minority transmigrants, in practice there was no divison between the 
two; Transmigrants acted as receptacles and vice versa and so when it 
came time to die, the transmigrant would inform his chosen Receptacle 
parents who were requested to be present in order for the transfer to be 
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successful. That is to say that the Council of Transmigrants had 
developed their skills of phrohecy so accurately that although 
transmigrants were expected to carry a list of Receptacle parents at all 
times in case of unexpected death, this was occassioned very infrequently 
indeed, and it was hardly ever necessary, for they were able to 
predetermine time and mode of death from birth. The method of death 
however could be chosen and it was most popular to hang or be 
decapitated. Often this would be enhanced with the intake of drugs to 
stimulate an orgasm death and so death was a pleasure for it provided 
insurance of continued life rather than mere comfort together with the 
thought that the end was exactly that, pleasure, for at the same 
instant, the copulating Receptacle parents achieving orgasm to coincide 
with the death would give facility for the transfer of spirit and 
reconception secured. It was a people which enjoyed the accumulated 
wisdom of many lifetimes, a forgotten art, and now death remains a 
conflict with life rather than a means of multiplying time. 


Consider it is man who oscillates between two vanishing points which 
co-exist with one another: inseparable joined, trying to distinguish one 
from the other to realise that they are the parents of his creation and he 
can only exist as a family unit, that is to say he is the product and they 
are his supports and consider the same man again standing between two 
mirrors on either side of him and his reflection multiplies him forever 
and they do say God created man in his image: so that he spends his 
whole life looking at himself, searching for that which resides beyond his 
present and only able to reflect and imagine from that which is already 
in evidence. Consider this forever... 

...And you will take this writing and put it in a building, but I ask you 
to take it to the very top of that building to an open window tear it up 
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VANISHING POINT 

and throw it up into the air, for that is where it wants to be... 

The spools. I say three spools because that is the typical format, although 
it might be thought that they could represent the PAST, PRESENT and 
FUTURE being on equal terms and so negate times existence, but it is in 
my mind that is still a little too primitive an expression of ‘not being’ 
but that correctly there should be an infinite number of spools with the 
facility to evolve, but not just side by side but also above and below 
one another which could almost be envisaged on a grid format so that 
events could be created and perceived both horizontally and vertically 
and also diagonally, backwards and forward, and I should add at this 
point that maybe the words on each spool should not be ordered in such 
a way that they operate as words but maybe that letters should present 
themselves individually one behind the other as the spool revolves and 
that there should be no reasoning for which letter presides over an other 
in relationship to the order they take along the circumference of each 
spool. And so with each set of connections change is created out of 
nothing reliable. TIME. 


I suppose it is all chemistry. It is. 


come 

again. 

a little 

impotent? 


not 
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RICCARDO 

IACONNO 


For the most part I feel it is self explanatory and quite obvious writing in 
many ways but it does need a certain amount of patience and non 
objectivity on behalf of the reader. I am afraid I don’t have the keys on 
a chain, to a man. in his cell, and so is my fly. stuck. 

4.58 am Sunday, november 1990: vanishing point 
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arche 

- wise but a bit stiff 

- a claim to authority based upon a fictional origin 


architecture 

- an exercise for relieving rheumatism 

- gluing a tom telephone directory back together 

- mixed metaphor; text as architecture the constructed edifice; the 
hegemony; all surface and diffusion. Architecture as text - the act of 
“reading”; performance; all depth and signifiers of dispersion. 


chance 

- a board game marketed by ...The Radical Times Co..., claimed to 
bring solace to the lonely. 

- one is unique, two is a coincidence, three is chance, four is a pattern 


excess 

surplus; movement through (transgression) boundaries to extremity; 
rupture 


G.4 
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an infamous credit card which, unbeknown to its users, incurs interest 
at an exponential rate. Thought by some to be the main cause of world 
bankruptcy. 

‘The Accursed Share 

This truth is paradoxical, to the extent of being exactly contrary to the 
usual perception ... everything conspires to obscure the basic movement 
that tends to restore wealth to its function, to gift-giving, to squandering 
without reciprocation ... In a sense, life suffocates within limits that are 
too close; it aspires in manifold ways to an impossible growth; it releases 
a steady flow of excess resources, possibly involving large squanderings 
of energy. The limit of growth being reached, life, without being in a 
closed container, at least enters into ebullition: Without exploding, its 
extreme exuberance pours out in a movement always bordering on 
explosion.’(GEORGES BATAILLE 1988) 

- a life of uninterrupted presents/presence. 

liminal 

65 - extract of a rare fruit from Arabia, thought to have medicinal 

properties. 

- coming in from the cold wearing glasses 

- interstitial overlap; the excess between boundaries; transitional, 
ambiguous. 

- a dangerous time between life and death 

materiality 

0.6 O 

- the chaotic bounce of the rain off my body 

- spatial-temporal existence; the body’s relationship to a world of 
material objects (people, diings, landscape, structures); the physicality of 
ourselves that define, identify, familiarize through tactility. 

- velvet 


1/1 WINTER 1991-92 ORCHID 


71 


L.1 


LIASONS 
(A DE/CODING) 
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L.1.1 


L.1.2 
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